For Cendrars, language is seduction, perversion, formation, deformation. Though a poet of the Cubist period, he nevertheless rejects Cubism for an Orphist artistic credo of depth, time, movement, color and sensuality . (2) And true to this credo, Cendrars's literary persona is like the «variegated plaid* in his Prose of the Transsiberian and Nineteen Elastic Poems, the seduction, perversion, formation, and deformation in which Cendrars's poetic persona is involved.
With Cendrars already pointing the way, seduction offers a useful structural metaphor for the relationship between reader and persona. That the very word «persona* offers unsettling ambiguities fits my metaphor. The Jungian meaning of i, persona» informs us: it is the social fagade an individual projects to communicate his role in the world. Consequently, «literary persona* conjures up more than «narrator*: no disembodied voice this, it admits to a fullness of presence which causes us to seek the «real* writer inside. It need hardly be mentioned how Cendrars's writings, com- bined with what is known of the man, have encouraged biographical interpretations. Let us admit our knowledge of the man as an enriching context for reading the text; then bracket him. My purpose here lies in seeing the persona as a literary strategy.
Seduction, then, is a guiding metaphor for this strategy. In all first-person literary discourse, the persona's implicit task is to attach the reader to himself; in a word, to seduce him. This attach-ment may involve total identification, total or mixed admiration, sympathy, pity, scorn, hate, or curiosity. As Jacques Lacan formulates it, «Man's desire is the desire of the Other.*(3) American psychology, growing out of a behavioristic context, expresses a similar concept in «stimulus hunger* and its corollary, «recogni-tion hunger. )0 (4) Stimulation in the form of attention by others is postulated as a basic need. Without such attention, be it good or bad, people tend to shrivel up* and die. Seduction is a particular form of satisfying recognition hunger: it creates a desire in the Other directed back toward the seducer. The seducer not only satisfies his own recognition hunger; he controls the giver of this satisfaction. For our literary perspective it is the persona who controls the role of the reader. But let us not be ensnared by the apparent reality of what is myth. In Freud's particular development of seduction and the seduction fantasy, it happens that the real event-if there is one-has little immediate psychic effect, but rather develops that psychic effect (and affect) Studies in 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] «What's the use of documenting it all/I abandon myself/To the bumps and jolts of memory*(30/41). Thus the poet-persona makes the corrective to the kind of old poetry which would declare him a bad poet-the poetry of completion and perfection-through a poetry of the universe of which he is not only the possessor but of which he is also the possessed («I've deciphered all the mixed-up texts of wheels and I've collected the scattered elements of a violent beauty/that I possess/and that forces me along») (32/43-44).
Ultimately, and originally, the universe is the poem; the poem is the universe (which overflows the poet), or, starting from the seed from which most of the poem disseminates, the poet himself, with his variegated life, is the poem.
Too, the «bad poet* is redeemed by the company he keeps among the persons and productions of the arts. 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] (24/32) (8) Confronted with this clear evidence, who can accept for anything but false modesty the persona's self-appellation as «bad poet?* Up to this point, my focus has been the image which the poetpersona projects to the reader, an image which is appealing in both its self-modesty and its mastery, force, and culture. In other words, the persona fabricates an image, inherently attractive, which he expects the reader to believe. The other task of the persona is the maintenance and manipulation of this relationship, or, to put it another way, the degree of intimacy and interchange between the reader and the persona. A counterpart to the immediacy of emotion communicated in the utterances of the present tense exists as well in the recollected sequences told in the past tenses. The persona invests the events he is recalling with an emotional charge. The clearest examples of this occur in the iterative passages, (told in the imperfect tense of repetition) where repeated actions and states told in but one telling make the narrator's affective investment seem quite natural. Thus, in the opening verses of the poem, the poet-persona says «I was barely sixteen and already I could no longer remember my childhood/ .../And I hadn't had enough of the seven railroad stations and the thousand and three towers/For my adolescence was so ardent and so crazy/That my heart, by turns, would burn like the temple of Ephesis or Red Square in Moscow/When the sun sets* (20/27). What the poet-persona does here is to invest his past with values from his actuality. The already of the first verse cited could very well be written with an exclamation mark next to it, an exclamation point of excitement and admiration which anticipates the poet-persona, revealed later in the poem as one who gives up documenting himself and abandons himself to the leaps and bounds of his memory. By the same token, the adjectives «ardent* and «crazy* and the metaphor of the burning temple and Red Square are not the words of the youth but rather those of that poet-persona who collects the «scattered elements of a violent beauty.» As are those that say that as a youth:
. (9) In fact, slipping into the present tense at the end, it is the poetpersona who would have liked to pulverize the bones, pull out the tongues, and liquefy the bodies. In addition to confirming our image of the poet-persona, this investment of the past with affect from the present has a number of interesting results. First, the exuberance and the exaggeration of the emotion contribute to the mythological code and effect for which the events themselves provide the story. In addition, the affect of the persona works like a mold for the involvement of the reader with the story, predetermining the reader's affective reation to the story and drawing him closer to it. At the same time, the distance inherent in the past tense and the act of telling soften the effect of the persona's exuberant and violent emotions: the emotions are controlled within a diachronic structure of events, a story, much as in Freudian 6 Studies in 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] (10) Two statements, one the self-judgement as a bad poet and the other an expression of fear, seem to bare the poet-persona's soul to the reader and ensure a relation of intimacy. Yet they also risk offending or boring. What happens to alter this danger is that these statements are integrated into a structure of relations to be read by the intellect. As in the scene from the past just studied, theses renderings of affect are fixed in a story, that of the production of the image clusters growing out of the compass rose; they are explained as well: the universe overflows (and overwhelms) the poet-persona. Further, one other important element appeals to the intellect and detaches the poet-persona and the reader from the pure affect: in the midst of a development on the poetpersona's emotions, place in the universe, and poetic failure, erupts the statement, of pertinence on the face of it only in a much more practical sphere, about the lack of insurance against train accidents. Finally, one such other device emerges from the «bad poet* statement in this passage. As part of the series of «bad poet* statements running through the poem, it vaults between the context of this particular event and that of the «bad poet* leitmotif, with all the double meaning attached to that leitmotif, thus voiding the statement of much of its emotional charge. Elsewhere, the affect of «I'm sad, I'm sad* (33/45) in the closing verses of the poem, in the verse which precedes it, «It's in an evening of sadness that I have written this poem in her honor*, is counter-balanced by an effect of summary and generalization. The irony, the structure of story, and other distancing devices throughout the poem thus provide the necessary balance to the moments of strong affect.
This play of intimacy and detachment, which seems to be one of the organizing principles of the poem, functions, too, within the important scene which gradually unfolds between the poetpersona, appropriately identified as «Blaise,* and Jeanne. This scene stands apart within the poem because, unlike the many events which are told, this scene becomes in fact a scene in which the voice of the narrator, normally addressing the reader, disappears. Instead, the poet-persona is dramatized and the object of his address is Jeanne. Jeanne, as it were, pulls the poet-persona away from the seduction of the reader which is his primary task, in order to ply her own seduction-passive though it may seemupon the poet-persona. The leitmotif, «Say, Blaise, are we very far from Montmartre*, erupts with its quotation marks into the narration. And it is clear that the poet-persona, risking a detachment from the reader to the point of completely ignoring him, at first resists the incursion. But the sequence of his replies reveals his gradual capitulation:
We're far, Jeanne, you've been on the road Love prostrates couples in the high grass and hot syphilis roams under the banana trees* (27/37). The persona, finally abandoning all narration, abandons the reader; rather than the past tense of narration, he speaks the future tense of dreams: «And we'll love each other like good bourgeois near the pole* (28/38). The poetpersona virtually disappears into Blaise the lover until the scene reaches a climax-a sexual climax. This completed, the poetpersona re-establishes his relationship with the reader.
Intimacy and detachment-these mutual poles which define the shifting relationship of the poet-persona and the reader are seconded by the complementary poles of fiction and reality.Despite the mythologizing of self, despite the image-making of an exuberant imagination, the persona pushes the reader to believe in his discourse as real. Never is this more evident than when the poet-persona speaks of «my friend Chagall* and quotes Apollinaire. The reference to these two individuals, real-life contemporaries of the poet, pulls the context of the poet-person's discourse toward actuality and reality. This has an obvious advantage in the seduction of the reader, for as Robert Scholes says, there is a «passion for actuality which motivates the reader of any document that purports to contain the 'real' ...Simple, matterof-fact things seem more exciting if we are convinced that they have had actual experience, and more meaningful as well.* (12) The reader's resulting excitement and belief of course influence his attachment to the rest of the discourse, too. And it becomes clear that the persona's efforts to provide intimacy between himself and the reader are part of this project. Seen in the context of the pull towards reality, even the formal apparatus of the poemfree verse, the inconsistent use of punctuation, the parataxis and low level of syntactical articulation, the associative flow and disjunctive temporal organization-all these characteristics contribute to the feeling of reality and actuality. For if it is true that when the reader «believes he is reading the life of a real person he is prepared to be interested by a narrative of less symmetry and significance than he would otherwise, consciously or not, expect,*(13) then it is evident that the reader, in his «passion for actuality,* may very well expect less symmetry than he would otherwise. In the final analysis, then, all manifestations of the persona-the formal characteristics of his discourse, the image which he projects, the baring of his intimate self, the direct reference to actuality-serve to bind the reader to the persona and 9 Jacobus: Cendrars's Variegated Poetic Persona: Seduction and Authenticity
Published by New Prairie Press complete the seduction into which the reader, most willingly, enters.
Prose is like a workshop for the persona in the works that follow. Cendrars extends the strategies from Prose in Nineteen Elastic Poems (written mainly in 1912-14) with surprising results. Not only do the strategies change; so does the reader's relation to the poem.
In many of these «poems of circumstance* (and thus «elastic* in their capacities for accommodation) as Cendrars calls them, the persona, through the intra-textual dedications to Apollinaire, Delaunay, Chagall, Canudo, Archipenko, and Leger, again draws the reader into the intimacy of his friendship with the artists. At the same time, such intra-textual dedication lend an air of authenticity and actuality to the poems. The image which Cendrars's persona projects is similar to that of the persona in Prose. He is again, the humble observer, overwhelmed by his world and his self (4 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] , Art. 5 http://newprairiepress.org/sttcl/vol3/iss2/5 DOI: 10.4148/2334-4415.1067
Tower» 54/71). As spectator par excellence and universal reporter, Cendrars's persona in fact stages his own feelings, emotions, and fantasies and, in so doing, assimilates the phenomena of modernity to his proper self. If language is seduction, then the ultimate seduction may turn out to be the seduction of self.
Exhibitionism, seduction of self, turns out to be a useful conceptual model not only for part of the image which the poetpersona projects in Nineteen Elastic Poems but also for the structure of relations in which the persona operates vis-a-vis his self and the reader. Exhibitionism takes a step beyond narcissism. Narcissism involves the subject turning his look of passion upon his own person. Exhibitionism exposes the self's body to the narcissistic gaze and shares it with others. My point is that exhibitionism goes beyond loving the self-image to proferring it, projecting it outside the self. (14) We can scarcely be unaware of the risk to the narcissistic passion coming from this centripetal movement, for distance invites reflection, and reflection judgment.
In Nineteen Elastic Poems Cendrars's persona seems to be performing the exhibitionist's feat by projecting his image into the various entities of his modern landscape and capturing it in his affectionate gaze. Thus in one avatar, he becomes the Orphic moving wheel-life-machine («Painting becomes that enormous thing that moves/The/wheel/Life/The machine/The human soul/A 75 mm bore/My portrait») (80/104-105). In another, he becomes the modulating, rhythmical dance perceived in the flow of his traveler's landscape («I'm no longer interested in the landscape/but the landscape's dance/The landscape's dance/Landscape-dance/Paritatitata/I tur-turn») (61-62/82). In another, he becomes the fictional character of detective novels) We still have many traits in common/I have been in prison/I have spent illegally acquired fortunes/I know more than 120,000 stamps-all different and more joyful than the N.N.'s of the Louvre/And/Like you/ Industrial heraldist/I have studied the trademarks registered at the International Office of International Patents» (76/100). In yet another, he imagines becoming a woman («This is the first time that I envy a woman/That I would like to be a woman/Be a woman/In the universe/In life/Be/And open up to infantile futures») (71-72/96 ). This decentering-this dissemination of the self, was a phenomenon which we observed, though to a less radical degree, of course, in Prose. In any case, the advantage to the narcissistic passion of the persona is the same: wherever his gaze falls, it encounters an image of self.
Exhibitionism or seduction of self: if it suggests a model for the relation of the persona to his self, it necessarily implies a model for the relation of the persona to the reader. The reaction of one excellent critic of Cendrars sheds light on this relation: «Does not this constant reference to the act of writing, to the novel character of one's own poems, or to their intrinsically mobile nature, spotlight that act, arresting the attention of the spectator and even that of the actor himself?*(15) Though Caws' point here is that this self-consciousness impedes the feeling of continuous mobility that pervades Cendrars's poetry, she underlines the frustration and withdrawal of the reader who tries to become involved in the poems as poetic artifacts or as fictions. Quite naturally, it would seem, an exhibitionist is interested primarily in himself; while calling for the gaze of others, he effectively excludes them from the scene of desire because the desire is directed not towards the other but towards the self. Thus the reader surely has reason to feel abandoned. To the extent that the persona is an exhibitionist, the reader, whose role is either to identify with the persona and enter into the fiction, or to organize the perceptions presented in the poem, finds himself excluded by the persona's self-conscious leer.
Exhibitionism, however, does at the same time suggest a redeeming, alternate role for persona and reader. For the detachment of the consciousness from the self image, though its goal is passion and intimacy directed toward the self, also puts a distance between the subject doing the gazing and the subject gazed upon. Such detachment inevitably involves a critical gaze, and the possibility of irony. It is precisely this irony, like that which accompanies the «bad poet* leitmotif in Prose, which balances the self-love in Nineteen Elastic Poems. In fact, one could observe that irony is a justificaiton for the persona's self-love. At the same time, it defines a relationship of collusion between reader and poet-persona as they together deflate the content of the poems. While instances of irony do not occur in every poem, enough do so that the reader of the collection can expect the same play between intimacy and detachment, this delectable ambiguity, which he experienced in Prose. At the outset, one can hardly deny the serious manner of «Newspaper* (Journal), the first poem of the collection, but by the time one is half-way through «Tower* (Tour), which directly follows, the cure to this high seriousness is quite
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Studies in 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] (17) Why, one may object, initiate a conclusion with Gofffman's new perspective? Is not our psychoanalytical conceptual framework sufficient? By this outward conceptual movement, which extends the extra-literary thrust of my Freudian framework, I first
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Studies in 20th & 21st Century Literature, Vol. 3, Iss. 2 [1979] If, as I suggested at the outset, the goal of the persona is to seduce the reader, then he starts by projecting a certain image endowed with positive qualities and offering the reader to accept and relate to that image. Accepting the persona's seduction, the reader enters into the text in a state of belief, reading the «story* of the text through the eyes of the persona. To use Goffman's terms, the persona proffers an intention display which guides the reader through the text.
However, as we have seen, the persona may deconstruct the authenticity and the integrity of this image by his detachment from self. Rather than offering the reader an image to relate to, the persona may now offer a mobile structure of closeness and distance, and of reality and fiction, in which both the persona and reader participate. The reader, instead of accepting his seduction by the persona, now enters into the scene of seduction as a participant or player. But the play of closeness and distance, of reality and fiction, unlike the image projected, cannot be predicted. One knows that certain thrusts of the persona are coming, but the tension of their anticipation, the putting off of their completion, doubtless creates a more engaging context for the reader than the simple demand for belief. The duplicity in the persona's intention display, then, is no loss to the reader, for what he has lost in authenticity he has gained in participation with a player or partner who has «...good moves.* NOTES 1. «Le langage est une chose qui m'a seduit. Le langage est une chose qui m'a
